Ghaga-shahr, a complex structure consisting of a maze of courts and rooms built of mud brick ( Kuh-e Khwaja was visited by many travelers in the A list of frequently cited sources appears at the end of this article.
1. Ernst Herzfeld, "Sakastan," Archiologische Mitteilungen aus Iran 4 (1931-32) pp. 115-116; and Herzfeld 1935, pp. 61-66. For a summary of the history of Christianity in Sistan see C. E. Bosworth, "Sistan Under the Arabs: From the Islamic Conquest to the Rise of the Saffarids (30-250/651-864)," IsMEO Reports and Memoirs 1 1 (1968) pp. 6-1o. 2. Herzfeld 1935, pp. 59-60; Herzfeld 1941, p. 291; Stein, II, pp. 922-923; and George N. Curzon, Persia and the Persian Question (London, 1892; repr. London, 1966) I, p. 226 . Illustrations of the festive pilgrims are found in the Herzfeld Archive, Photo File 29, nos. 49-51.
3. Faccenna, pp. 83, 84, n. i. For the geology of the site see Walter A. Fairservis, Jr., "Archaeological Studies in the Sistan Basin of South-West Afghanistan and Eastern Iran," Anthropo-nineteenth century,3 but the first thorough examination of the site, by the Hungarian-born British archaeologist Sir Aurel Stein, did not occur until December 1915. Stein mapped the large complex, photographed the painted decorations that remained in some rooms, and removed many of these paintings. He was then working for the Archaeological Survey of India and the wall paintings were sent to the National Museum in New Delhi, where they remain. Stein first published his discoveries in 1916, but full documentation had to wait until 1928, with the publication of his work Innermost Asia.4
The second archaeologist to inspect Kuh-e Khwaja was the eminent German scholar Ernst Emil Herzfeld , who first came in February 1925, and returned with a small crew in 1929 to spend February and March measuring and mapping the rooms and removing the wall paintings he found. These logical Papers of the American Museum of Natural History 48, pt. 1 (1961) pp. 14-21 and esp. fig. 3 , where the distinctive igneous character of the Kuh-e Khwaja outcropping is noted; and Klaus Fischer, "Field Surveys in Afghan Sistan, 1969 -1974 ," in "Prehistoric Sistan I," IsMEO Reports and Memoirs 19 (1983 . For recent archaeological surveys of the entire Helmand Basin see Fischer, "Field Surveys," pp. 3-4; and Klaus Fischer, "Types of Architectural Remains in the Northern Parts of Afghan Seistan," Bulletin of the Asia Institute 2 (1971) pp.
1. View of Kuh-e Khwaja, looking south over the ruins of Ghaga-Shahr, photograph taken by Herzfeld in spring, 1929; in the foreground to the left, the North Gate (photo: Herzfeld Archive, neg. no.
4057)
paintings were taken to Berlin for conservation.5 Their subsequent history is unknown and they are assumed to be lost. Only the two small fragments that remain in Herzfeld's possession survived. These were subsequently acquired by The Metropolitan Museum of Art. Though Herzfeld published a historical study of Kuh-e Khwaja in 1932,6 his actual description of the site did not appear until 1941 in Iran in the Ancient East, in which some of the paintings, including the two fragments in the Metropolitan Museum, were illustrated for the first time.7
It has been assumed that Herzfeld published all his information about Kuh-e Khwaja, but this is not the case. The Herzfeld Archive in the Freer Gallery of Art, Smithsonian Institution, Washington, D.C., contains not only Herzfeld's 1925 notebook and sketchbook and his 1929 sketchbook, but also a large number of unpublished photographs and fortyone Uvachrome color lantern slides taken at Kuh-e Khwaja in 1929.8 Comparison of these photographs with the illustrations published by Herzfeld demonstrates that the published pictures had been retouched. The photographs and sketches in the archive are a rich source of new information about the site, and are particularly valuable in view of the thirty-two years that elapsed before the site was visited again, by an Italian expedition, in 1961.9 By then 5. In a letter to Herzfeld dated Nov. 6, 1929, Stein mentions having seen the paintings in Berlin in September (Bodleian, fol. 176r). 6. Herzfeld, "Sakastan." even more details had been lost to the weather. The chance discovery by an Italian restoration team of a new painting fragment, during the winter of 1975-76,10 has made Herzfeld's records central to any attempt to understand Kuh-e Khwaja and its place in the history of Iranian art and architecture.
The date of the Ghaga-shahr ruins has never been clear and no two excavators have produced quite the same chronology. Stein speculated that the site was Parthian," but did not commit himself in print. He merely called attention to Greek, Sasanian, and Central Asian Buddhist parallels.12 Like those of Stein, Herzfeld's first impressions regarding the date of the ruins differed from his later published statements. In a notebook and a letter recording his 1925 visit, he clearly describes the building phases-an earlier phase containing paintings and sculpture, and a later, simpler phase without paintings. He placed the first in the Sasanian period and the second in the early Islamic.13 Herzfeld's 1929 sketchbook implies the same dating. But almost immediately Herzfeld changed his mind, influenced by the Hellenic characteristics he noted in buildings of the first phase and by his identification of Kuh-e Khwaja as the site of Zoroaster's preaching.'4 Thereafter he considered the initial phase, including the paintings and the stucco sculpture, a Parthian development of the first century, and the later phase a Sasanian alteration of the third century.15 In 1932, three years after his last visit to the site, he attributed the first phase to the reign of Gundofarr-Rustam, a regional ruler he dated between A.D. 20 and 65 and identified with Gondophares of Christian legend. '6 The Italian investigation of 1961, led by Giorgio Gullini, uncovered a sequence of six levels, ranging from Achaemenid to Islamic date, based on a series of trenches sunk in the south side of the main courtyard.'7 These levels not only paralleled the two phases noted by Herzfeld (Herzfeld's first-century phase the equivalent of Gullini's level IV, and Herzfeld's third-century phase Gullini's level III), but refined the chronology. Gullini noted a second Sasanian phase, level II, dated to the sixth century A.D., and uncovered evidence of earlier structures having a different orientation (level VI, Achaemenid; level V, early Parthian, mid-second century B.C.). Gullini also described the most recent or top layer, level I, as
Islamic with evidence of occupation as late as the fifteenth century.
Despite these examinations, the date of any particular segment of Kuh-e Khwaja is difficult to determine. The site was very "clean." Only potsherds have been found, and our present ignorance of the eastern Iranian ceramic sequence makes the fine red ribbed fragments difficult to analyze.'8 The absence of other datable material compounds the problem and makes the actual, rather than theoretical, correlation of the various excavators' phases extremely uncertain. This study will provide new evidence concerning the architecture and its paintings, including detailed documentation of the Ghaga-shahr remains in 1929, and will underline the importance of this unique site to the history of art in the Near East.
THE ARCHITECTURE
The main ruins of Kuh-e Khwaja, called shahr as distinct from the other remains on the mount, are approached by a narrow path that zigzags through the ruins of the lower slope'9 to reach the lo. Faccenna, . Mirsky, Stein, p. 391. 12. Stein, II, pp. 924-925. Stein modified a 1916 suggestion that the site had been a Buddhist monastery in response to objections expressed by Herzfeld in a letter (Bodleian, fol. 144r). 13. N-85, pp. 12a, 15; Bodleian, fol. 147. 14. Bodleian, fols. 161, 163v. 15. Herzfeld 1935, pp. 67, 74; and Herzfeld 1941, pp. 292-293. 16. Herzfeld, "Sakastan," pp. 115-116. For the dates of Gondophares see A. D. H. Bivar, "The History of Eastern Iran," in E. Yarshater, ed., Cambridge History of Iran: III. The Seleucid, Parthian and Sasanian Periods (Cambridge, 1983) p. 197 . For the documents and legends of early Christianity in eastern Iran see also Stephen Neill, A History of Christianity in India (Cambridge, 1984) . 17. Gullini, p. 354, . For a detailed review of Gullini see G. Tucci, East and West 16 (1966) pp. 143-147; I am indebted to Mas'oud Azarnoush for this citation. For a summary of the excavation see Faccenna, Regarding the supposed Achaemenid level see R6my Boucharlat, "Monuments religieux de la perse achemenide: Etat des questions," in Temples et Sanctuaires, Travaux de la Maison de l'Orient VII (Paris, 1984) pp. 129-130. 18. E. Haerinck, La Ceramique en Iran pendant la periode parthe (Ghent, 1983) pp. 221-223. The pottery that Herzfeld collected was sent back to Tehran, but its location is no longer known. Herzfeld's drawings of the ceramics are found in Sk. XV, pp. east side of an almost triangular terrace.20 Supported at least in part by vaults, this terrace once bore an arcade along its edge, but the eroding mud brick21 made details of plan ( Figure 2 ) and elevation difficult to determine. Near the northwest corner of the terrace, a sequence of two high-vaulted rooms, called by Herzfeld the South Gate, formed a passageway between the terrace and the open court, one of the major features of the complex. The first room was in a state of partial collapse, with only a thin arch remaining over its entrance.22 Nonetheless, remnants of crenellations could be seen along the parapet at the top of this arch, and a thin rectangular opening remained high on the east side of the gate. The exterior of the South Gate was also notable because the bricks had deteriorated at a more rapid rate than the mortar, leaving the horizontal lines of the courses in relief against the eroded brick. In an early phase, one door jamb of this entrance bore a decorative stucco panel with bands of geometric patterns.23
The second room of the South Gate, rectangular in plan, retained more of its vaults. The central square was covered with a dome on hooded squinches and was lighted by four arched windows.24
The remaining space at each side was covered with a tripartite vault constructed in the pitched technique.5 The upper story of each side was enhanced by a continuous series of round niches framed by thick, applied colonnettes26 that supported a simple molding around the arch of each niche. A stringcourse ran above the niches at some distance.27
Weathering subsequent to Herzfeld's visits has revealed that this ornament was added later, and in fact covered wall paintings in the upper story.28
While the ground plans of the two rooms of the South Gate show them to be rectangular, the domes and vaults delineated spatial squares within the rooms, and, at least in the structure's later phase, the colonnettes and niches in the upper story reinforced the verticality of the spaces. The viewer, then, moved from the open, "external" space of the terrace, through the tall constricted entrance rooms, to the open, "internal" space of the courtyard. This courtyard, originally some thirty meters long and twenty wide, was edged on all sides with small chambers, presumably vaulted, that had been worn down to stubby mounds of disintegrated mud brick.
No clear evidence remained to indicate the exact height of these rooms, or their exterior ornament, if any.29 These rooms were interrupted on the east and west sides of the court by two huge eivans (rectangu lar vaulted rooms left open on one of their short sides, in this case the side of the court), whose ma supporting walls jutted into the court. When the vaults, built by the pitched-brick method, were intac these eivans would have been the dominant feature of the courtyard.30 Their placement, slightly off center to the south, and their projection into the courtyard suggest that they were an addition to the original plan; Gullini's findings support this interpretation.3' The construction of the eivans altered the symmetry of the court and diverted the viewer's eye from the logical focal point, the north wall of the courtyard with its terrace, stairs, and domed buildings. The north wall, some seven meters high, was the primary view as the observer moved through the South Gate into the courtyard.32
The north face of the courtyard, like the east and west sides, had been changed from its original appearance. At first it was a mud-brick wall articulated with applied "Doric" columns having bases and capitals of baked brick.33 These columns supported a simple architrave with a narrow scroll or volute pattern in white plaster,34 fragments of which remained above the two center columns on the eastern half of the wall in 1929.35 Each intercolumniation was pierced by a window with an elliptical, offset arch 20. Gullini, 265. 21. According to Stein, the size of the bricks at Kuh-e Khwaja varied from 22 x 15 x 5 in. to 17 x 12 x 4 in. (Stein, II, p. 910). 22. Neg. nos. 2072, 3988, 3989, 3993. Gullini, fig. 99 , shows further weathering. The arch collapsed in the winter of 1974-75; see Faccenna, p. 85, n. 2. 23. Sk. XV, p. 5; neg. nos. 3973, 3974. Kroger, pp. 226-227, fig. 135 (a reconstruction sketch), pl. 103; and Herzfeld 1941, pl. xcix. 24. Neg. nos. 2076 , 2085 . 25. Neg. nos. 2076 , 2077 XV, p. 36; neg. no. 2078 . 27. Neg. no. 2075 . 28. Faccenna, p. 84, fig. 11. 29. Neg. nos. 2085 , 8345. For a different interpretation see Faccenna, p. 91. Stein's plan, Stein, III, pl. 54 , is also unclear as to the extent of the surrounding chambers. Neg. no. 3992. 31. Gullini, pp. 187-193. 32. Neg. nos. 2080 , 3969. 33. Neg. no. 1158 . 34. Sk. XV, pp. 5a, 24. 35. Neg. nos. 1172 i ;i?,-,Ch;r??;?
30.
-' " . At some later time, the entire north wall was covered with a double arcade some five meters deep. The vaulted chambers formed by this addition were connected by small doorways in each pier. The new facade was decorated-at least on the portion that still remained in the northwest corner of the courtyard-with vertical moldings and a horizontal course of thick, doughnutlike forms that marked the division between the stories.42 This frieze was still visible in 1961.43 The arched windows of the earlier phase were sealed and the stairs were modified into a single straight flight.44 Whatever the aesthetic reason for this major change, there may have been a structural one as well. The north side of the court supported a terrace that was itself partially hollow. A vaulted gallery rather like a Roman cryptoporticus ran the length of the north side.45 Lit by the windows of the first phase and ornamented with extensive wall paintings, the narrow Painted Gallery, about two and onehalf meters wide and three high (see Figure 9 ), was only half as high as the columns. The wall above the windows was slightly recessed. An opening or door in the center of the wall was reached by a staircase that Herzfeld described as having separate flights to the east and west.36 Unfortunately no trace of this stair can be seen in the Herzfeld Archive photographs, and all that remains as documentation is Herzfeld's sketches.37
S~~~
On each side of the door was a life-size stucco figure modeled in very high relief.38 Only drapery fragments of the westernmost figure survived, but the opposing image was better preserved, retaining por-36. Sk. XV, p. 26. 37. Ibid., pp. 24, 25. 38. Herzfeld 1941, p. 292, pl. XCVI bottom; and Kr6ger, pi. 104. 39. For related stucco pieces see M. Azarnoush, "Excavations at Hajiabad, 1977 : First Preliminary Report," Iranica Antiqua 18 (1983 ) pp. 171-175, pls. I, III. 40. Neg. no. 1173 neg. nos. 966, 2082. 43. Gullini, p. 389, fig. 219. 44. Sk. XV, p. 44 . See also Stein, p. 912. 45. Neg. nos. 3970, 3991 . at some point reinforced internally with mud-brick walls whose bricks were narrower and thinner than usual.46 These secondary walls covered not only the paintings but also the simple two-step molding that marked the springing point of the vault.47 On the terrace, Herzfeld recorded another set of buildings whose state of extreme disintegration obscured their plans. The best-preserved structure, its main entrance directly in line with the stairs and the South Gate, featured a square central room once covered with a dome. Both the domed room and the chamber behind it were encircled by a corridor or ambulatory that also connected with a small domed structure on the western edge of the terrace and, through a series of doors and small rooms, with the (New York, 1950; repr. New York, 1975) pp. 197-198;  and Vincent Scully, The Earth, the Temple and the Gods (New York, 1969) pp. 179-181. 63. For a survey see Colledge,  and Trudy S. Kawami, review of Colledge, Art Bulletin 61 (1979) pp. 471-472. 64. Pugachenkova 1958, pp. 60-117; and Pugachenkova 1967, pp. 34-41, 208, pls. 12-16 . More accessible plans may be found in Herrmann, pp. 34-35; and Colledge, pp. 23, 38, 53. 65. David Stronach, Pasargadae (Oxford, 1977) 72. Colledge, p. 53, fig. 24; and Pugachenkova 1958, pp. 69-78. they are a part. The large court in the Parthian palace at Assur in Mesopotamia might at first seem a parallel, but that structure was formed over a period of time, the addition of one element after another transforming an open space into an articulated, if somewhat asymmetrical, central court.73
Shifting the search for parallels to the east is somewhat more productive, for comparable features appear in eastern Iranian and Central Asian buildings before the Parthian period. A geographically closer parallel to the spatial configuration of the first phase of Ghaga-shahr may be the "Sacred Building" (building no. 3) at Dahan-e Ghulaman, some thirty-five kilometers southeast of Kuh-e Khwaja.74 The ruined mud-brick structure consists of a large court containing three altars surrounded by a walled portico. The building is entered through a single narrow door, suggesting that the interior space was not generally accessible to casual visitors. Dahan-e Ghulaman has been called Achaemenid and its plan compared to portions of Persepolis,75 but it is an inversion of the usual Achaemenid building form, with an open space where the densely columned hall would be.
The monumental complex of Altyn-lo in northern
Afghanistan presents larger, more complicated versions of the Dahan-e Ghulaman type. Building I at Altyn-lo is a large double court with porticoes.76 Building II, an apparently palatial structure with a well-marked entrance, a central court with pool, and an ambulatory corridor,7 also echoes the plan of Apart from site and general plan, the individual buildings of Ghaga-shahr present many problems of interpretation and analysis, not the least of which is the lack of differentiation between the various building phases that remain above ground. All who have considered the site agree that there are two main phases, the earlier one encompassing the South Gate, the Central Court, and the north terrace and Temple, and the later one the addition of eivans to the court, the reinforcement and alteration of the terrace, and the remodeling of the South Gate. But human and seismic activity, not to mention the innate vulnerability of mud brick, must have necessitated numerous repairs, reinforcements, and additions at each phase; when a specific detail is examined, it can be difficult to determine to which phase it belonged.
With this in mind, aspects and details of the architecture will be considered individually, in an attempt to unravel a few of the tangled elements that made up the complicated structure.
The vaults of Ghaga-shahr are distinctive for their high degree of preservation. Although brick vaults were widely used throughout the ancient Near East, specific details of construction and use can serve as chronological markers and so help to establish a date for the first phase of the site. The domed entrance chamber of the South Gate is an architectural feature without parallel in Parthian times, either in Iran, Mesopotamia, or Central Asia. Domed entrance suites appear primarily in Islamic architecture,84 the only Sasanian example being the very late structure at Qasr-e Shirin.85 Furthermore, the dome on hooded squinches, a specific device for accommodating the round dome on the square chamber, is also common in Islamic structures, the best-known examples in Iran being those in the post-Sasanian palace at Sarvistan.86 It appears that the dome of the South Gate was a replacement, reflecting the building practices of a period later than that in which the basic plan of the entrance suite was determined. The tripartite vaults of the side chambers of the South Gate may be earlier, however, for their simple pitched construction is based on vaulting techniques used in Mesopotamia from the late third millennium B.C. and widespread by the Parthian period.87
The Painted Gallery on the north side of the court was also constructed of pitched rather than radial courses and thus can be distinguished technically from the dome of the South Gate and related to the tripartite vaults of the side rooms. The windows of the Painted Gallery, closed by the additions of the second phase, have a distinctive inset or keyhole form: the arch does not spring smoothly from the top of the jamb but cuts into the wall above the jamb, which as a consequence projects into the opening.
This window shape, unknown in the Parthian period, occurs in the early Sasanian buildings (third century) at Firuzabad and in the temple at Takht-e Sulaiman88 and continues throughout the Sasanian period. The vaulting of the Painted Gallery and of its windows suggests construction at the earliest in the Sasanian period.
The applied architectural elements of the north wall are not so secure a guide to the date of the building, for they are not structural and could, theoretically, have been added later. But since the entire north wall was covered by the buttresses of phase two, the engaged columns and the running scroll must antedate that later construction.
The "Doric" capitals on the columns raise the possibility of Greek influence in eastern Iran and are one of the reasons that Herzfeld dated the first phase of Ghaga-shahr as early as the late Parthian period (first-third century). The general scheme of engaged brick columns alternating with smaller arched windows was in use in Mesopotamia before A.D. 1 1o, and 84. John D. Hoag, Western Islamic Architecture (New York, 1963) 88. Herrmann, pp. 86, 114, [116] [117] the production of terracotta capitals and bases there can now be documented.89 "Doric," "Ionic," and go. Pugachenkova 1958, pp. 82-83, 96-97, 101-102; Pugachenkova 1967, pp. 38-39, pls. 12-13, 15-16, col. pl. in; and Herrmann, p. 36. 91. Ghirshman 1971, pl These later elements do not undercut the evidence that the first phase of construction at Ghaga-shahr occurred in the early Sasanian period. They only show the normal repairs and alterations one would expect in a large and much-used complex.
In the second building phase at Ghaga-shahr, the South Gate was extensively replastered and the size of the court was diminished by the addition of the large eivans on the east and west and by the row of deep buttresses forming vaulted rooms against the north wall of the court. Vaulted space became more important both in appearance and in actual area. In the main chamber of the South Gate, whose upper walls were articulated by a continuous series of deep, rounded niches framed by thick colonnettes, the base of the vault became a continuously undulating surface alternately protruding and receding. The flat wall of the earlier phase had been covered with plaster moldings and the architectural emphasis shifted The eivans that project into the court also point to a date for the second phase after the Sasanian period. Eivans covered with pitched-brick vaults appear at Nippur and Assur during the Parthian period in Mesopotamia."' They were used in both public and domestic architecture in the Sasanian period and spread to the Iranian plateau, where they became a common architectural feature.12 Neither Parthian nor Sasanian eivans extend into the courts they face as do the eivans at Ghaga-shahr. The T-shaped configuration of the Kuh-e Khwaja eivans, with domed back room, is also unusual; the closest parallels are at Khirbat Minyah (early eighth century) and especially at Ukhaidir, a complex with strong Iranian connections."3 These comparisons reinforce the probability that the Kuh-e Khwaja eivans were added to the court after the Sasanian period.
Only the foundation vaults remain for the buttresses added to the north wall of the court, with the exception of a small segment in the northwest corner. There, some plain vertical molding and a short section of the stringcourse remain. The first century has been proposed as a date for this painting, on the basis of its location (Gullini's level IV) and classical style,139 but the architecture upon which the painting was executed points to a later, at least third-century, date. Classical architectural elements were used well into the fourth century in the Near East, and it is likely that classical images and techniques continued in painting as well. A classicizing head from third-century Toprak Kala, already linked to Kuh-e Khwaja,'40 and the head of a bow- In summary, the paintings of the South Gate in its first phase displayed three different styles in both painting and composition: Buddhist, modeled (Hellenic), and flat, patterned (Sasanian). All these paintings were eventually covered by later walls, though it is not possible to know if all were obscured at the same time. The variations in style as well as imagery suggest that the painted decoration of the South Gate at Kuh-e Khwaja was not the result of a single program; just as the architecture of the South Gate was altered during the first phase, so, too, were the paintings. 134. W. Zwalf, Buddhism, Art and Faith (London, 1985) no. 9, pp. 13, 29; Colledge, pls. 17-19, 24b, 3ib, 47a, 48c; and Ghirshman 1962, pp. 158, 171, 176-184. 135. Ghirshman 1962, pp. 192, 205, 2o6, 240-241; and Reuther, SPA I, pp. 526, 528. 136 
The Painted Gallery
The best-preserved paintings of Ghaga-shahr, noted by both Stein and Herzfeld, covered the vaulted underground gallery on the north side of the Central Court. Herzfeld photographed and drew these paintings, but never fully published his findings; his photographs and sketches in the Herzfeld Archive allow us to reconstruct this now lost cycle.
The decoration of the Painted Gallery was divided into two major zones-the vaulted ceiling and the walls-by a simple two-step cornice marking the springing point of the vault. 44 The barrel vault, where it still existed, bore a pattern of painted coffers arranged in three rows ascending from the cornice to the apex of the vault. This uppermost point was further defined by small rosettelike forms at the juncture of the coffers.145 The painted squares evoked, by painterly means, the three-dimensional qualities of an actual coffered ceiling. The broad redbrown frames of the squares had a lighter inner band whose edge, where it was well preserved, was delineated by a thin light or dark line. At the corner of each square, fine contrasting lines showed the oblique junction of the horizontal and vertical elements of each frame, recalling the classical trompel'oeil painting technique of the Mediterranean world. From the various photographs in the Herzfeld Archive, it appears that alternating squares were filled with floral rosettes of varying designs and styles. For a discussion of these images see Kawami, pp. 11 1-117. 166. Herrmann, p. 83; Tolstov and Vainberg, Koi-Krilgan-Kala, p. 204, figs. 76, 77; Ghirshman 1962, pp. 218, 242, figs. 259, 296, 297; Harper 1978, pp. 74-76, 148 The springing point of the Painted Gallery vault was marked by a simple molding and an elaborate painted frieze (Figures 8, 17) .172 Both the molding and the frieze ran the length of the window wall, that is, the outside or south wall of the Painted Gallery.
The first element at the top of the frieze was a row of red and white dentils, painted in an illusionistic manner and framed by a red band at top and bottom. Below this was a pale two-step molding followed by 167 The function of the elaborate painted cornice was to set off a series of figures, somewhat over life-size, arranged in groups of two or three between the eight windows that pierced the wall at regular intervals (Figures 9, 17 ). Herzfeld's sketches'76 recorded the arrangement of the images and this description will follow his order, proceeding westward from the eastern end of the gallery.
The first preserved painting showed a pair of beardless figures painted in pale tones against a dark purplish background.'77 The figure on the left, a youth with short curly brown hair shown in threequarter frontal view,'78 supported an upright trident with his left hand (Figures lo, 11 ). The right arm was probably held at his side, but the painting was very damaged here and the exact disposition of the Sk. XV, p. 34. 178. Ibid., p. 35; neg. no. 6338. 179. Neg. no. 4024; color slide 5107. ran down the front. A mantle was wrapped around the waist and fell over the left shoulder in a triangular fold. The mantle was edged with a red strip bearing a symmetrical leaf pattern in yellow between green borders. Black outlines once sharpened the ba- Standing to the right of the trident bearer was a female figure resting a long rod with a rounded head, called a mace by Herzfeld,'82 against her left shoulder (Figure 12) .183 She wore a yellow sleeveless gown gathered above her right breast by a roundel or brooch, whose greenish center simulated a With her raised right hand, the mace bearer pulled the white mantle already covering her left shoulder over her right. The dull bluish border of the mantle was visible only where it draped over the left shoulder. The right arm, its thin round bracelets, and the shoulder were still well preserved, retaining in their original modeling not only the darker shadings on the edges of the forms but also the fine, supple zigzags of very light paint that created highlights on the arm and the shoulder (Figure 13 ). 184 Likewise, the folds in the gown gathered above the breast were far more plastic and naturalistic in exe-cution than could have been deduced from the re- The identity of these two figures is not easy to determine, despite their attributes and gestures. Herzfeld called them deities,'88 and in general the available comparisons support him. The trident was the identifying attribute of the Greek sea god Poseidon, who appeared on the coins of Antimachos of Bactria (ca. 190 B.C.)'89 and on the carved ivory rhyta from Nisa, the Arsacid dynastic capital.190 The trident was also carried by the Sogdian god Veshparker'91 and by 180. Neg. no. 4019. 181. Benjamin Rowland, The Art of Central Asia (New York, 1974) p. 44; and Bussagli, Central Asian Painting, pp. 18, 22, 23. 182. Sk. XV, pp. 29-30. 183. Color slide 5112. 184. Neg. no. 4023. 185 . I am grateful to Mas'oud Azarnoush for calling this to my attention. For a discussion of the representation of female hands in Sasanian art see Lionel Bier, "A Sculptured Building Block from Istakhr," Archiologische Mitteilungen aus Iran 16 (1983 ) pp. 308-309, pl. 27. 186. Color slide 5112. 187. Neg. no. 2097 . 188. Herzfeld 1941 28.
M. E. Masson and G. A. Pugachenkova, The Parthian
Rhytons of Nisa (Florence, 1982) pp. 40, 8o, 102-103, nos. 2, 65, pls. 22:1, 71:1. 191. Azarpay, p. 29, fig. 5. the Indian god Shiva on Kushan coins, seals, and even sculpture.'92 But the trident was not exclusively a divine attribute; in their numismatic portraits, Kushan rulers such as Vima Kadphises and Vasudeva, who ruled in the second and third centuries, held tridents with their left hands,'93 as did the Kushano-Sasanian rulers of eastern Iran in the fourth century. 94Thus, the beardless trident bearer of Ghagashahr cannot be assumed to be divine merely on the basis of his weapon.
The identity of the woman accompanying him is also hard to establish. The macelike object she holds has no classical par in earlier Iranian a are extremely rare Arsacid art, her w 192. Herzfeld 1941, p 94, pl. II:19-27; pl. XV 193. Stawiski, p. 62; L .218,222-229. 194. Harper 1981, pp. 195 and white lines as well as areas of skin tone, but nothing more definite. The notation in Herzfeld's note-book for the space between the seventh and eighth windows is illegible.
The painting between the eighth window and the western end of the gallery was very damaged; all one can see is a pale form against the dark ground.24 Herzfeld drew this as a beardless male framed by a yellow nimbus and bearing a red and yellow crescent on his head (Figure 16 ).215 For obvious reasons, Herzfeld identified him as a moon god. Few of the details of Herzfeld's sketches, such as the arrangement of the robe or the red and yellow vine-scroll pattern on the neckline, can be verified from the photographs. Only the general outline of the face, which turned slightly to the left, the dark hair or head covering, the faint suggestion of the halo, and the edge of the painted cornice above can be seen.
The line defining the lower jaw was the sole surviving detail.
Crescent-crowned moon gods appear in the art of ancient Mesopotamia as early as the twentieth century B.C. and as late as the third century A.D.216 Only one example, a Sasanian stamp seal, is known from 206. The plumelike ornament rising from the helmet of Athena on one of the rhyta from Nisa may be the type of element indicated. See Pugachenkova 1958, p. 165, nos. 9, 22 . Another example occurs on the helmet of a defeated horseman identified as a Georgian in the relief of Hormuzd II (302-309) at Naqsh-i Rustam. See Georgina Herrmann, Naqsh-i Rustam 5 and 8: Sasanian Reliefs Attributed to Hormuzd II and Narseh, Iranische Denkmaler (Berlin, 1977) pp. 7-9, pl. 7. 207. Sk. XV, p. 32. 208 . A female figure with winged headgear on an ivory rhyton from Nisa was identified as Hera by the excavators. See
Masson and Pugachenkova, Parthian Rhytons, p. 69, no. 30, pl. 32 . It is unlikely that Athena is the deity represented, as her standard headgear is quite different.
209. Lukonin, pls. 113, 114, 118, 151, 207; and Harper 1981, pp. 25, 30, 37, pl. 2. 210. Lukonin, pls. 123, 143;  and Hubertus von Gall, "Globus oder Diskus auf der Krone Hosrows II," in Orientalia J. Duschesne-Guillemin Emerito Oblata (Leiden, 1984) p. 182, fig. 1 Stein, the first to explore the Painted Gallery, removed a section of painting from the window wall, noting that the plaster was harder and finer than that of the South Gate paintings.222 This fragment, now in the National Museum of India, New Delhi, depicts a scene of two life-size beardless males shown in profile. Clad only in light-colored drapery about the waist, both figures hold long lances. The man on the left bends forward, grasping his leveled lance with both hands as if to drive it into the figure on the right, who leans back as if anticipating the thrust, his weapon remaining upright, supported by his left hand. The legs are missing, but from the fragmentary remains both men seem to be seated on or astride dark, slightly curving forms.
Above the scene runs a section of painted cornice with its dentils, beribboned laurels, and dark red bands, indicating that the fragment was clearly part of the series of paintings revealed and described by Herzfeld. Unfortunately, Stein did not record the exact location of the section he took, but it appears to have been somewhere near the center of the gallery, in the area of the head of the stairs. The space between the windows nearest this opening was "empty" when Herzfeld visited Kuh-e Khwaja, and it is probable that Stein's fragment came from either the eastern or western side of the opening. Indeed, Herzfeld labeled the space directly to the east of the stair opening "destroyed" ("Zerstiirt"),223 and it is tempting to place the Stein piece between windows three and four (Figure 17) However, both the location of the Stein piece and its interpretation remain hypothetical, of course, in the absence of more specific documentation.
The walls and vaults of the window recesses were also decorated, and at least two windows still retained some of their painted ornament. The second window from the east end of the gallery was described by Herzfeld as having "coffers and pictures."230 A few pages later, his notebook contains a sketch of the elevation of "the painted window, eastern part of the gallery."23' Herzfeld's use of the definite article (das) implies that this was the elevation for the only painted window on the east side. This window is probably the same one as was observed by the Italian restorers in the mid-1970s. Certainly their description of a rosette set in a geometric panel is congruent with Herzfeld's brief notation.232 224. For example, MMA acc. nos. 26.7.1430, 55.11.11, 55.11.12 . See also Colledge, pp. 107, 115, pls. 39i,k,l, 46a; Lukonin, p. 215, pls. 38, 40; Masson and Pugachenkova, Parthian Rhytons, pp. 131-132; and Herrmann, p. 46. 225. Herrmann, p. 26; G. Hafner, The Art of Crete, Mycenae and Greece (New York, 1969) p. 213; and George F. Hill, Cata- logue of the Greek Coins of Arabia, Mesopotamia and Persia (London, 1922) pp. cxlv-cxlvi, 191, pl. xxI: 18. 226. Ammianus Marcellinus, XXV. 1.14. 227. Herrmann, p. 134; Ghirshman 1962, pp. 184, 194, 196, 199; Ghirshman 1971, pp. 70, 89, pls. 15, 19-21, fig. 10; and Georgina Herrmann, The Sasanian Rock Reliefs at Bishapur, Iranische Denkmaler (Berlin, 1980-83) I, pp. 14-15, 43, pls. 9, 14, 15; II, pp. 31-32, fig. 3 , pl. 29. For a summary of Sasanian Iran's relations with India see Jens Kroger, "Sasanian Iran and India: Questions of Interaction," in Herbert Hartel, ed., South Asian Archaeology 1979 (Berlin, 1981 ) pp. 441-448. 228. Harper 1978 . Bulard, Delos: IX. Description des revetements peints, pls. 111:2, v:1d, e, 2, viII, xvI. 230. "Im Fenster Kasetten u. Bilder erhalten, " Sk. XV, 231. "Das bemalte Fenster, Ostteil d. Gallerie," Sk. XV, p. 43, left. 232. Faccenna, p. 87, n. 5. 
I I UMiILI
Two pages after he mentioned the painted window, Herzfeld made an annotated sketch of a row of five standing figures on the wall of a window recess in the eastern half of the Painted Gallery ( Figure   18 ).23 Since he referred specifically to no other window in the intervening pages, we may assume that dish ball-like object that could be interpreted as the hilt of a sword.234 His face had been vandalized, but sufficient detail remained for one to appreciate the subtle dark line of the profile with its aquiline nose, and to note the naturalistic modeling of the cheek and nostrils in contrast to the superficially painted ear.235 The hair was short and fluffy, with small curls falling over the forehead. The beard, which is difficult to discern in Herzfeld's photographs, seems to have been fairly small and perhaps tapered. and one with five, and behind it rose a pale yellow leafy branch, rather like a stylized laurel.238 The man may have worn some sort of headband or coronet to which these elements were attached. This figure was also distinguished from the others by his thin belt and his inverted sword, held by the hilt in the left hand.
Behind the ring bearer stood a man in a dark red robe, which was decorated on the upper part with yellow circles; other ornament appeared faintly along the robe's neckline.239 Herzfeld had drawn the yellow circles separately as roundels with smaller circles inside them, but these details and several others are not visible in the photographs. The face and the top of the man's head were obliterated, but in the photograph a dark outline clearly indicated the hair, which fell with a gentle curve down the neck, and continued from the neck along the top of the shoulder. A second line marked the top of the beard but there was no indication of its extent or shape. Herzfeld's sketch shows part of an eye and more of the beard, elements that cannot be confirmed in the pho- See Herrmann, Sasanian Rock Reliefs, I, pls. 17, 21, 22. 239. Neg. nos. 4015, 4018. 240. Neg. no. 4037; color slide 5108. 241 . For a survey of the art of this period see Kawami. 242 . For examples of these swords see Harper 1978, pp. 83-84. 243 . Louis Vanden Berghe, Reliefs rupestres de l'Iran ancien (Brussels, 1983) pp. 62-66, 126-127, pls. 17, 20. 244. Stawiski, pp. 137, 141, pl. 102; and Tokyo National Museum, Cultural Contacts Between East and West in Antiquity and the Middle Ages from the USSR (Tokyo, 1985) no. 66 (color photo). Berghe, Reliefs, pp. 128, 134, pls. 20, 26; and Lukonin, pl. 124. 246. Harper 1981, pp. 25-31, 36-37, pls. 3, 6 and his sketch may be interpreted in the same way by assuming that the vertical line before the figures is the inner edge of the window. This edge would have been clear and easy to record, whereas the faint line behind the figures would have been the less visible outer corner of the window that was damaged and/ or obscured by the construction of the buttresses of the second phase. One photograph256 shows the edge 248. Vanden Berghe, Reliefs, pp. 80-81, 135-136, pl. 27; and Leo Trumpelmann, Das Sasanidische Felsrelief von Ddrdb, Iranische Denkmaler (Berlin, 1975) pp. 1, 2, 4, 20, pl. 5, where it is dated to the reign of Shapur I (241-272/3).
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of the window against a very bright, virtually overexposed background. This bright light, which does not fall into the window, is from the late winter sun.
Its southern slant, observable in all Herzfeld's 1929 photos, fell on the exposed northern wall of the Painted Gallery, providing only indirect, reflected light on the paintings Herzfeld photographed. Thus, the five standing figures were painted on the western wall of the window and faced inward, becoming a part, if only by their orientation, of the pictorial scheme of the Painted Gallery.
We may assume that all the windows of the Painted Gallery once bore painted coffering, for Herzfeld observed traces of painted coffers in the vault of the eighth and last window in the western end of the gallery, adjacent to the painting of the moon god.257
The back or north wall of the Painted Gallery was windowless and bore along its upper edge remnants of the same painted cornice noted on the window wall.258 However, only one section of the wall painting itself survived, directly opposite the trident bearer in the eastern half of the gallery. The plaster here was far more damaged than that of the window wall and fewer details survived. The collapse of the vault had exposed the surface not only to the rare rains but also to the fierce sunlight and to abrasion by wind-borne sand. The second figure, presumed to have been female, also wore a long V-necked tunic with a dark border at the neckline and the sleeve. Her left arm hung at the side while her right arm was concealed behind the male figure. Herzfeld called this group "King and Queen."260 His detailed watercolor renderings and reconstructions of the scene (Figure 2o )261 illustrate royal headgear, hair styles, jewelry, and textile patterns, but none of these specifics can be confirmed in the photographs. Damaged as it was, the painting on the north w showed clear differences in style from the painting of the window wall. The human forms were willo and far more slender than the broad-shouldered f ures on the window wall. The degree of overlappi was much greater, too, and the background far mor ornate than the simple dark ground of the windo wall paintings. Without additional photographic e dence it is impossible to say whether the paintings the north wall showed the same concern for modeling of form and the same use of shaded edges and bright highlights seen in the better-preserved portions of the window-wall paintings.
These differences raise the possibility that the two walls of the Painted Gallery were not painted at the same time. This would not be surprising in a structure with as long and complicated a history as Ghagashahr, but without clearer documentation the chronology remains a matter of speculation. One can say, however, that before the addition of the buttresses in the second phase and before the reinforcement walls were erected within the gallery, the long corridor, its ceiling, and its windows were decorated with a complex scheme that featured figures in several types of dress framed by painted architectural details.
Given the Sasanian and Kushan parallels for the figures in the Painted Gallery, these paintings would 258. Stein, II, p. 921. 259. Neg. nos. 4010, 4017, 4020. 260. Herzfeld 1941, p. 295, pl. CIV top. 261. Sk. XV, pp. 37, 38; D-354, neg. no. 4021. 42 ally denotes a male. The black lines defining the back of the neck and the edge of the garment at the base of the neck have largely disappeared, though Herzfeld's photograph shows these lines quite clearly. The figure's white eye, with its black outline, was inten- On the left side of the fragment, opposite the eye and the shoulder, are two bright pink oval forms partially outlined in black. The upper oval has a broad black band diagonally across it. The pink of these shapes is different in tone from the ruddy skin, so it is unlikely that they were the man's raised hands. In their much-reduced state they can only remind us that the figure was part of a larger and more complex scene. > ferent hand. The curve of the jaw is stiff and mechanical, produced in three separate strokes rather -than in one smooth, continuous line as in the first head. Each of the three strokes is also thicker than -the line of the first head, with abrupt and arbitrary changes in width. The short dark hair is smooth, unlike that of the first head, and its sleek shape is accentuated by the long lock falling in front of the ear. The eye has been scraped so that the pupil is totally Both fragments have a smooth ground of fine reddish-brown clay laid over a base or scratch coat of coarse clay mixed with chopped straw. This differs from the prepared plaster in the South Gate.280 The heads were first sketched with brown iron oxide pigment,281 then the skin areas were painted with various iron oxide and gypsum mixtures. Finally, the black hair and details of eyes, ears, and costume were added with a carbon-based paint.282 The image was finished with a thin black outline, and a whitewash of gypsum was applied to the ground. This method of painting and the sequence in which each element was laid down can be seen when the surface of either piece is examined under magnification. The gypsum ground consistently overlaps the black outline, which in turn is painted over the skin tone. The gypsum is never found beneath the brown underdrawing; this, in a Renaissance fresco, would be called a sinopia.283
The black lines were added late in the painting process, when the surface was fairly dry. The carbonbased pigment did not bond well with the other layers and has flaked off in many places. Under magnification, however, sufficient traces of it can be seen to follow the nearly lost lines.
The palette of the Metropolitan Museum heads seems limited in view of the use of yellow, green, purple, and blue in the South Gate paintings284 and in the Painted Gallery. It is possible, however, that the clothing of the North Gate figures was more colorful. Consideration of the varied and vivid pig-ments used in the Achaemenid period (late sixth through fourth century B.C.),285 of the roughly contemporary Kushan paintings from Bactria,286 and of the seventh-to eighth-century wall paintings at Pianjikent287 only underlines these chromatic restrictions. They may have had more to do with the relative unimportance of the room than with the general availability of additional pigments.
The pigments, dissolved in water with perhaps some organic binders, were applied with a thin brush whose softness and flexibility can be seen in the better-preserved lines. The brush was made of hair rather than vegetable fiber, to judge from the bristles stuck in the plaster of the second fragment. This is rare physical evidence of painters' tools in the ancient Near East.
The second head, with its unusual headgear, is of particular interest, because it was altered at the very time it was being painted, and again shortly afterward. In examining this painting we come a little closer to the anonymous artisans responsible for these works. The head and neck were originally painted a strong, bright pink, the classical color for a female. This pink, which has a high iron content, was then concealed by an opaque white coat of gypsum on which the black outlines of the features were painted. The white skin was then painted the same ruddy tone as that of the larger head, presumably signifying a change in gender. The hair was not altered; the thin black pigment on the back of the head was painted directly on the brown clay ground before the color of the flesh was changed. The long black lock, however, was added later, on top of the final reddish skin color. The ornamental collar and the white ribbons seem to have been painted last. The black lines of the necklace overlap the ruddy flesh tint, and the "shadows" of three of the four ribbons show that they were painted, without a sinopia, after the background had been washed with gypsum and allowed to dry. The carbon pigment did not bond with the surface and the lines flaked off.
Fugitive pigment, however, was not the cause of the lack of detail in the eye and on the padam band. These two areas were carefully abraded, so that most of the paint was removed. This action was not accidental, for the scraped area is neatly confined to the eye and the band, stopping abruptly near the nostril.
The reason for the abrasion is difficult to understand. Perhaps there was something unsatisfactory about the rendering of these elements and they were rubbed off to prepare for a repainting that never occurred; or it is possible that the alteration took place during the second, Islamic phase of the site and is an erasure of elements associated with the Zoroastrian religion.
With its heavy, hesitant brushwork, the deliberate change in the color of its skin, its scraped areas, and an inexplicable black line curving outward from the nose as if to delineate a frontal eye, the second head stands in contrast to the first, with its fluid line and ease of execution. One is tempted to see the second head as the work of an apprentice or inattentive journeyman assigned to a back room under the eye of a more experienced artist. This same painter used the disintegrating brush that left its hairs embedded in the painting.
In this second fragment the form of the padam-a thin band tied across the mouth and fastened at the top of the head-is distinct from the loose, billowing version known on Sogdian reliefs and paintings of late Sasanian or post-Sasanian date.288 Instead, it closely resembles the padams worn by royal attendants in banquet scenes on a few post-Sasanian silver plates289 and on a painted vase excavated at Merv.290 These Central Asian parallels, which are all in secular rather than religious contexts, suggest that the second head was that of a servant or attendant at a banquet. The padam cannot, then, be taken as an indication of religious activity.
Another distinctive element of the second head is the lock of hair falling before the ear. It occurs in early Sasanian images291 and in Central Asia, where it remained popular well past the Sasanian period.292 It was always a female hair style. The third distinctive attribute, the necklace or collar, evokes the typical Sasanian necklace of large beads, although it has no actual parallel in Sasanian art.
Herzfeld specified that the second head came from the western wall of the niche in the tower room; he did not note the exact location of the first head, but we may assume that it came from the same niche.
The wall into which the niche was set was also decorated. It was painted with trilobed red flowers on thin green stems with occasional leaves, against a 288. Tokyo National Museum, Cultural Contacts, no. 86; and Azarpay, p. 200, pl. 21. 289. Carter, "Royal Festal Themes, " p. 180, pl. v,  fig. 3 , pl.
vi, fig. 4 . 290. Ibid., p. 191, pl. xi, fig. lob; and Tokyo National Museum, Cultural Contacts, no. 81 (col. pl.) . An interesting sidelight to this is the fact that the vase was excavated from a Buddhist stupa, where it had been reused as a receptacle for religious texts. Harper 1981, pp. 32-35, pls. 5, 36, 38; and Harper 1978, pp. 48-49, no. 12; pp. 74-75, no. 25; p. l09, no. 4. 292. Carter, "Royal Festal Themes," pp. 191-192; Harper 1978, pp. 77-78, no. 26; Azarpay, pp. 64, 128, pls. 6, 12, 18;  and Bussagli, Central Asian Painting, p. 25.
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